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7KH LPPHQVH PRELOLW\ DQG WKH WRWDO FRQ¿QHĥ
PHQWDVVRFLDWHGZLWKUHVSHFWLYHO\WKHÀkQHXUDQG
the panoptic prisoner are so entirely at odds that
it seems unlikely that any character could possibly
be characterized as both in the space of a single
short story. However, Henry Johnson does, indeed,
GLVSOD\LPSRUWDQWWHQHWVRIERWKÀkQHULHDQGSDQĥ
opticism in Stephen Crane!s "The Monster.# Henry
begins as a character who displays many characterĥ
LVWLFV RI WKH ÀkQHXU +RZHYHU KH LV QRW LQ IDFW D
SHUIHFWÀkQHXUDQGKLVRYHUO\FRQVSLFXRXVDWWHPSW
to break free of the constrictions of his race and
to change how others perceive him causes him to
shift to the role of the panoptic prisoner. As such,
KH LV VXEMHFW WR WKH QHJDWLYH HɱHFWV RI FRQVWDQW
VFUXWLQ\ DQG LV FRQ¿QHG HYHQ PRUH WKDQ KH LV DW
the beginning of the story. Interestingly, the illusĥ
trations originally published alongside the story in
Harper!s seem to support this view of Henry and his
shifting roles, whether intended to do so or not.
+HQU\¶V FKDQJH WKHQ IURP ÀkQHXU WR SDQRSWLF
prisoner is clearly represented in Crane!s story and
is, in fact, reinforced in many ways by the illustraĥ
tions that accompanied the original publication of
"The Monster.#
In the early chapters of the story, Henry takes
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WKHOHLVXUHO\VWUROOWKURXJKWKHVPDOOFLW\RI:KLORPYLOOHWKDWLVVRW\SLFDORIDÀkĥ
neur. Crane repeatedly illustrates the leisurely aspect of Henry!s walk, describing
SHUIHFWO\³WKHDFWLYLW\RIVWUROOLQJDQGORRNLQJ´ZKLFKGH¿QHVÀkQHULHĪ7HVWHUī
As soon as he emerges from his room, even, Henry is described as he "sauntered
GRZQWKHFDUULDJHGULYH´DQGEHJLQVKLVQLJKW³RXWIRUDQHYHQLQJVWUROO´Ī&UDQH
ī7KHIDFWWKDW+HQU\LVRXWIRUDUHOD[LQJZDONLVQHYHUORVWRQWKHUHDGHUZKR
VHHV+HQU\DVDOPRVWFRQVWDQWO\LQPRWLRQ+HMRLQVWKH³OHLVXUHO\FURZG´DVKH
paces down the boulevard, and the remarks he receives are all concerned with
the stroll that makes Henry look, to some characters, as if he is "going to walk for
DFDNHWRĥQLJKW´Īī7KHVHFKDUDFĥ
ters view Henry as a stereotypical
"coon,# viewing his sauntering as
a "cake walk# despite the fact that
Henry clearly feels that he is out for
a leisurely stroll. When Henry evenĥ
tually reaches the home of Bella
Farragut, her mother immediately
greets him, saying, "Walk in, Misteh
-RKQVRQZDONLQ´Īī7KLVHPSKDĥ
sis on Henry as someone out for a
walk is reinforced, as well, by the
¿UVW LOOXVWUDWLRQ LQ WKH VHULHV WKDW
accompanied the original publicaĥ
tion of "The Monster# in Harper!s
Magazine Ī)LJ ī 7KLV LOOXVWUDWLRQ
DOVR VWUHVVHV WKH ÀkQHULH RI +HQU\
through its simple depiction of
Henry strolling forward. Through
all of these references to walking,
Crane repeatedly emphasizes Henĥ
ry!s evening stroll, the type of stroll
Fig. 1. Both the mobility and the visual ability of
WKHÁkQHXUDUHGHSLFWHGLQWKLVLOOXVWUDWLRQLQZKLFK
that "represents a classic statement
Henry is seen walking forward and gazing directly at
RIÀkQHULH´Ī7HVWHUī
the viewer as if able to see the person who is looking
The leisure of this stroll and
at him. Newell, Peter. "No One Would Have SuspectĦ
ed Him Of Ever Having Washed A Buggy.# Harper!s
the unhurried use of Henry!s time
Monthly Magazineī$XJĬ
IXUWKHU SURYHV +HQU\ WR EH D Àkĥ
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QHXU7KHÀkQHXULVRQHZKRPRYHVDWDVORZHUSDFHWKDQWKDWRIWKHLQFUHDVĥ
LQJO\IDVWĥSDFHGFLW\WKDWZDVHPHUJLQJLQWKLVHDUO\PRGHUQWLPHSHULRGĪ-HQNV
ī)OkQHULHLVGH¿QHGE\DOHLVXUHO\SDFHRQHWKDWPLJKWEHVHHQDVD³UHĥ
VSRQVHWRWKHLQFUHDVLQJVSHHGRIFLUFXODWLRQĪRIWUDɷFFRPPRGLWLHVWKRXJKWVī
LQWKHQLQHWHHQWKFHQWXU\´Ī7HVWHUī1RWRQO\LV+HQU\¶VZDONGHFLGHGO\OHLĥ
surely, considering descriptions of his walk as a !stroll" in which he !sauntered"
Ī&UDQH ī EXW KLV HQWLUH GHPHDQRU VKRZV KLP WR EH DV XQFRQFHUQHG ZLWK
WLPHOLNHWKHW\SLFDOÀkQHXU+HGUHVVHVKLPVHOI³ZLWKPXFKFDUH´SUHVXPDEO\
spending a fair amount of time as well as thought on his wardrobe and toilet
Īī$IWHUKLVVWUROOWKURXJKWKHFLW\KHVSHQGVKLVKRXUVOHLVXUHO\LQWKHFRPĥ
SDQ\RIWKH)DUUDJXWVVLPSO\HQMR\LQJWKHWLPHDVWKH\³ERZHGDQGVPLOHGDQG
LJQRUHGDQGLPLWDWHGXQWLODODWHKRXU´Īī'LUHFWO\IROORZLQJWKLVVFHQHRIOHLĥ
VXUHDUHWKHGHVFULSWLRQVRIWKHFLW\DQGLWV¿UHFRPSDQ\DVLWUXVKHVWRWKH¿UH
at the Trescott home. The
LOOXVWUDWLRQRIWKH¿UHPHQ
makes especially clear the
rapidity of the rest of the
FLW\ Ī)LJ ī 7KH DIRUHĥ
mentioned illustration of
Henry, however, implies
his own leisurely pace and
provides a contrast to the
illustration of the franĥ
WLF SDFH RI WKH ¿UHPHQ
These illustrations, then,
seem to perfectly depict
Fig. 2. The pace of the city is presented through the implied rapid
WKH VORZ SDFH RI WKH Àkĥ
PRYHPHQWRIWKHÀUHÀJKWHUVUXVKLQJWRUHDFKWKHEXUQLQJKRPH
Newell, Peter. !What District?" Harper#s Monthly Magazine
QHXU MX[WDSRVHG ZLWK WKH
ī$XJĬ
quick pace of the city.
7KH ÀkQHXU¶V PRELOĥ
ity is also emphasized by Henry#s leisurely walks in the midst of the townspeoĥ
ple. He possesses this mobility as he strolls down the streets and amongst the
people of Whilomville. He is completely uninhibited as he saunters through
the thoroughfares of mainly white citizens to the !narrow side street" of the
EODFNQHLJKERUKRRGZKHUH%HOOD)DUUDJXWOLYHVĪ&UDQHī:KLORPYLOOHOLNH
other cities and large towns, is divided into separate spaces based upon factors
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such as the relative safety of a given neighborhood or the people who live in
WKDWGLVWULFWĪ-HQNVĥī7KHÀkQHXULVRQHZKRFDQIUHHO\PRYHEHWZHHQ
WKHVHGLɱHUHQWDUHDVDQG+HQU\FHUWDLQO\GRHVVRĪī(YHQDVDEODFNPDQ
he successfully navigates through the sections of town largely populated by
ZKLWHSHRSOHDQGVHHPVWRIHHODVLIKH¿WVLQSHUIHFWO\LQWKLVVHFWLRQRIWRZQ
despite his race. As he strolls, Henry "moves through space and among the
SHRSOH´ZLWKJUHDWHDVHVKRZLQJKLPWREHDQH[DPSOHRIWKHVXFFHVVIXOÀkĥ
QHXU-HQNVGHVFULEHVĪī
It is this mobility that Anne Friedberg emphasizes as an important part
RIWKHYLVXDODVSHFWRIÀkQHULHĪ)ULHGEHUJī+HQU\OLNHWKHW\SLFDOÀkQHXU
³FDQQRWEHSLQQHGGRZQ´E\WKRVHDURXQGKLPĪ-HQNVī&UDQHLOOXVWUDWHVWKLV
precisely with the image of the men in the barbershop who look out onto the
street at the passersby, who "resembled the inhabitants of a great aquarium#
Īī7KHPHQFRQWLQXHWRZDWFKDV³SUHVHQWO\LQWRWKLVIUDPHVZDPWKHJUDFHĥ
IXOIRUPRI+HQU\-RKQVRQ´Īī7KLVVFHQHLVGHSLFWHGLQWKHVHFRQGLOOXVWUDĥ
tion in the series, which shows the men straining their necks and pressing their
faces against the glass in
order to catch a glimpse
RI +HQU\ Ī)LJ ī KRZĥ
HYHU OLNH WKH W\SLFDO Àkĥ
neur, he is unrestrained
in his mobility and has
clearly passed by already.
Henry, then, is free to
swim into and out of the
frame of vision of other
characters as he chooses.
Fig. 3. Although the men in the barbershop wish to survey him,
Importantly, Henry is not
Henry is free to move in and out of their line of vision and apĦ
only able to move in and
SHDUVWRKDYHDOUHDG\SDVVHG$VDÁkQHXU+HQU\·VPRELOLW\DOORZV
out of the sight of others,
him to decide where he will go and who will see him. Newell,
Peter. !Henry Johnson! Rats!" Harper!s Monthly Magazine
but his mobility applies to
ī$XJĬ
his own sight as well as his
physical movement. Since Henry can walk freely about the town, he is free to
see everything and everyone around him, and he is completely aware of who is
watching him at all times. He is described as "not at all oblivious of the wake
RIZRQGHULQJHMDFXODWLRQWKDWVWUHDPHGRXWEHKLQGKLP´Ī&UDQHī6LPLODUO\
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WKH¿UVWLOOXVWUDWLRQIURPHarper!s shows Henry gazing directly forward out of
the illustration and at the viewer, as if to further display his visual ability, as a
ÀkQHXUWRVHHWKRVHZKRDUHZDWFKLQJKLPĪ)LJī+HQU\LVDEOHWRFOHDUO\VHH
those who see him and chooses to stroll through the streets because he gains
pleasure from the spectacle of the crowds and from being watched by others.
Still, he is always free to move in and out of the line of vision of those around
KLPMXVWDVKHVZLPVLQWRDQGRXWRIWKHDTXDULXPĥOLNHIUDPHRIYLVLRQRIWKH
men in the barbershop.
Part of his success in moving between the various sectors of the city reĥ
sults from Henry!s ability to create meaning in what he sees, a typical ability
RIWKHÀkQHXUĪ7HVWHUĥī+HQU\LVIDUIURPDEDVKHGRURɱHQGHGE\WKH³TXLHW
admonitions and compliments" of those on the main thoroughfare who ask
KLPLIKHLVJRLQJRQDFDNHĥZDONDQGWKHFRPPHQWVRIRWKHUZKLWHFKDUDFWHUV
ZKRUHIHUWRKLPDVD³FRRQ´Ī&UDQHī5DWKHU+HQU\ODXJKVZLWKDKLGGHQ
IHHOLQJRIEHLQJRI³VXSHULRUPHWDO´DQGUHDSVMR\IURPWKHORRNVDQG³ZRQGHUĥ
LQJ HMDFXODWLRQV´ WKDW IROORZ LQ KLV ZDNH Īĥī ,W VHHPV UDWKHU IDUĥIHWFKHG
to believe that Henry does not understand the demeaning nature of many of
the comments made about him in the white sections of Whilomville, and he
would most likely have been familiar with the #coon" stereotype of the times
and its connotations. It might seem more likely, then, that rather than being
completely ignorant of the derisive remarks of those around him, Henry acts
LQWKHUROHRIWKHÀkQHXUE\UHFUHDWLQJWKHPHDQLQJRIWKHVWDUHVDQGFRPPHQWV
KH UHFHLYHV$V D ÀkQHXU ³KH GH¿QHV WKH RUGHU RI WKLQJV IRU KLPVHOI UDWKHU
WKDQDOORZLQJWKLQJVRUDSSHDUDQFHVWREHGH¿QLQJIRUWKHPVHOYHV´Ī7HVWHUī
+HQU\ UHGH¿QHV KLV VLWXDWLRQ FODVVLI\LQJ KLPVHOI DV RQH RI ³VXSHULRU PHWDO´
and the stares and comments of those around him as expressions of admiraĥ
WLRQĪ&UDQHĥī&KULV-HQNVGHVFULEHVWKLVDFWLYLW\RIWKHÀkQHXUDVDVRUW
RIUHĥSRVLWLRQLQJRIH[LVWLQJHOHPHQWVLQWRDQHQWLUHO\QHZV\QWKHVLVĪīDQG
explains this process further:
7KH WZR SULQFLSOHV RI WKH SUDFWLFH DUH ĪDī WKDW HDFK UHĥXVHG
element from a previous context must be divested of its auĥ
WRQRP\DQGRULJLQDOVLJQL¿FDWLRQDQGĪEīWKDWWKHUHĥDVVHPEO\
of elements must forge an original image which generates a
wholly new meaning structure for the parts, through the totalĥ
LW\WKDWWKH\QRZFRPSULVHĪĥī
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Henry assigns new meaning to the reactions of those around him and to
the status of himself and other characters in order to "forge an original imĥ
age# in which he is no longer the foolish coon mocked by the white citizens of
Whilomville, but is instead a valued and admired member of the community.
1RWRQO\LVWKLVDW\SLFDOSUDFWLFHRIWKHÀkQHXUEXWLWDOVRSUHVHUYHVKLVPRĥ
bility by aiding Henry, as a black man, in successfully navigating through the
white areas of town.
,QWKLVUHFUHDWLRQRIPHDQLQJ+HQU\DFWVDVWKHÀkQHXUE\SODFLQJKLPVHOI
in a new role or wearing a sort of mask. Henry!s entire demeanor changes when
he goes out for his evening stroll, and, as James Nagel writes, Henry acts "as a
person of considerable substance who plays a role in society quite beyond his
KXPEOHHFRQRPLFVWDWLRQ´Īī7KLVFKDQJHWKDW1DJHOGHVFULEHVLVWKHFKDQJH
RIDÀkQHXUSODFLQJKLPVHOILQDQHZUROH&UDQHGHVFULEHVWKHFKDQJHLQ+HQU\
through his interactions with a friend: in his working clothes he greets him
casually and addresses him as "Pete,# but once out on his leisurely walk Henry
ERZVDQGDGGUHVVHVKLVIULHQGDV³0LVWHK:DVKLQJWRQ´Īī0LFKDHO:DUQHU
argues that it is this gentlemanly part which Henry plays so well that allows
him to win over Bella, and even Jimmie, who attributes importance to Henry
EHFDXVHRIWKHLPSRUWDQFH+HQU\DWWULEXWHVWRKLPVHOIĪĥī
+RZHYHU &UDQH VHHPV WR LPSO\ WKDW WKHUH LV PRUH WKDQ MXVW D VXUIDFH
change to Henry. He states that "the change was somewhere far in the interior
RI+HQU\«+HZDVVLPSO\DTXLHWZHOOĥEUHGJHQWOHPDQRISRVLWLRQZHDOWK
DQGRWKHUQHFHVVDU\DFKLHYHPHQWVRXWIRUDQHYHQLQJVWUROO´Īī+HQU\WKHQ
does not seem to simply play a role, but in fact becomes the gentleman out for
D VWUROO /LNH WKH W\SLFDO ÀkQHXU GHVFULEHG E\7HVWHU KH KDV WKH IUHHGRP RI
VHOIĥGH¿QLWLRQEXWVWLOODOVRGHULYHVDVHQVHRIKLPVHOIIURPWKHFURZGVWKURXJK
ZKLFKKHZDQGHUVĪĥī+HQU\DVDÀkQHXU³UHYROYHVDURXQGWKHGLDOHFWLFRI
VHOIĥGH¿QLWLRQDQGGH¿QLWLRQIURPRXWVLGH´Īī,QFUHDWLQJKLVRZQPHDQLQJ
LQ HYHU\ VLWXDWLRQ +HQU\ FUHDWHV KLV RZQ GH¿QLWLRQ RI KLPVHOI DV WKH W\SLĥ
cal gentleman out for a stroll and assigns meanings to the things around him
WKDWIXUWKHUYDOLGDWHWKLVVHOIĥGH¿QLWLRQ+HQU\¿UVWGUHVVHVKLPVHOILQZKDWKH
considers to be the proper clothes of a gentleman and acts in the ways he beĥ
lieves a gentleman should act. Then, on his stroll, he chooses to interpret the
reactions of those in the white district of the city as manifestations of their
admiration. Furthermore, he purposefully pretends not to see Bella as she runs
RɱWRFKDQJHIURPKHU³FDOLFRIURFN´VRWKDWVKHFDQODWHUVZHHSLQWRWKHURRP
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gracefully and signify, for Henry, the genteel lady of society that he, as a gentleĥ
PDQLVFRXUWLQJĪ&UDQHī:DUQHUVHHPVWRUHFRJQL]HWKLVDFWLYLW\RIÀkQHULH
DV&UDQH¶VDELOLW\WR³IUXVWUDWHWKHZKROHDWWHPSW´ĪīE\WKHUHDGHUWRPDNH
distinctions between the surface and the interior of Henry!s character, and he
GHFLGHVWKDWLQWKHHQG³VXUIDFHDQGLQWHULRUDUHLQIDFWLQWHUFKDQJHDEOH´Īī
For Henry, the surface and interior are absolutely interchangeable, but preciseĥ
O\EHFDXVH+HQU\DFWVDVDÀkQHXULQFUHDWLQJKLVRZQGH¿QLWLRQRIKLVLQWHULRU
self, while also deriving this sense of self from his surface appearance, as well as
from his interpretations of the appearances of those around him.
+RZHYHUGHVSLWHKDYLQJDOORIWKHVHDWWULEXWHV+HQU\LVDQLPSHUIHFWÀkĥ
QHXUEHFDXVHKHVRGHVLUHVWREHREVHUYHGE\RWKHUVDQGUHDSVVXFKMR\IURP
EHLQJZDWFKHG$V7HVWHUVWDWHVWKHÀkQHXU³LVWKHFHQWUHRIDQRUGHURIWKLQJV
RIKLVRZQPDNLQJHYHQWKRXJKWRRWKHUVKHDSSHDUVWREHMXVWRQHFRQVWLWXĥ
HQWSDUWRIWKHPHWURSROLWDQÀX[´Īī:KLOHDW\SLFDOÀkQHXUWHQGVWRPRYH
among the crowds inconspicuously, Henry is eager to be watched by those
DURXQGKLPDQG³UHDSHGWKLVVDPHMR\´Ī&UDQHĥīRIEHLQJJD]HGXSRQGXUĥ
ing his walk. Henry clearly enters into his stroll with the expectation and deĥ
sire to be seen by others and revels in the attention he receives. Crane seems
WRSRUWUD\+HQU\WKHQDVWKHÀkQHXUZKRSDUWLFLSDWHVLQWKHDFWRIÀkQHULH
for the wrong reason. It would appear that for Crane, motive is an extremely
LPSRUWDQWIDFWRUDQGWKHRQHWKDWEULQJVDERXW+HQU\¶VGRZQIDOO$IWHUWKH¿UH
DQG+HQU\¶VGLV¿JXUHPHQW+HQU\¶VUROHVKLIWVGUDPDWLFDOO\2QFHWKHPRELOH
DQGVXUYH\LQJÀkQHXU+HQU\EHFRPHVHVVHQWLDOO\WKHFRPSOHWHRSSRVLWHWKH
SDQRSWLFSULVRQHU,WLVDVLIKLVÀDZKLVORYHRIEHLQJREVHUYHGEHFRPHVKLV
SXQLVKPHQWDQGDIWHUKLVGLV¿JXUHPHQWKHLVSODFHGXQGHULQWHQVHFRQVWDQW
and negative scrutiny. From the very moment that Henry is carried out of the
burning building, the reader senses a change, for he is described as "a thing#
ODLGRQWKHJUDVVĪī)URPWKLVPRPHQWRQ+HQU\LVWKHFRQVWDQWO\VXUYH\HG
panoptic prisoner of the story.
It also seems quite possible that Henry!s race is another contributing facĥ
tor in his downfall. Henry, in his eagerness to be seen by others, never masters
WKHLQFRQVSLFXRXVQDWXUHRIWKHÀkQHXUDQGQHYHUIXOO\EOHQGVLQWRWKH³PHWURĥ
SROLWDQÀX[´Ī7HVWHUī7KRXJKKHGRHVKDYHWKHIUHHGRPWRUHGH¿QHKLPVHOI
and become the gentleman he wishes to be, Henry seems to desire more than
WRMXVWFKDQJHKLVRZQFRQFHSWRIKLPVHOI+LVHDJHUQHVVWREHYLHZHGRQKLV
stroll seems to indicate Henry!s desire to change other people!s perceptions of
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him and to break free of the constrictions put upon him by his race. The main
reason that the gentlemanly image Henry creates for himself is so laughable to
the white citizens of Whilomville is that Henry is a black man. By so conspicuĥ
RXVO\DWWHPSWLQJWRPDNHKLPVHOILQWRDGLɱHUHQWW\SHRISHUVRQWKDQWKHRQH
that society expects him to be, Henry becomes unable and unwilling to be the
W\SLFDOÀkQHXUDQGWKHW\SLFDO$IULFDQ$PHULFDQRIWKLVWLPH&UDQHVHHPVWR
suggest that such an open attempt to move beyond the restrictions of race and
to change others! perceptions of him cannot end successfully for a black man
during this time period. Considering the fact that African Americans, at this
WLPHZHUHRIWHQVXEMHFWWRFRQVWDQWVFUXWLQ\DQGVXUYHLOODQFHE\WKHSXEOLFDV
ZHOODVVRRIWHQOHIWYRLFHOHVVDQGQDUURZO\FRQ¿QHGE\VRFLHW\LWVHHPVWKDW
+HQU\¶VWUDQVIRUPDWLRQLQWRWKHSDQRSWLFSULVRQHULVQRWRQO\D¿WWLQJSXQLVKĥ
PHQWIRUKLVLQDELOLW\WREHDQLQFRQVSLFXRXVÀkQHXUEXWDOVRIRUKLVREYLRXV
attempt to break free of the restrictions of his race.
After he is burned, Henry!s mobility is immediately taken from him. Like
WKHSDQRSWLFSULVRQHUKHLVXWWHUO\FRQ¿QHGDVLIWUDSSHGZLWKLQRQHRIWKH
SDQRSWLFRQ¶V³PDQ\FDJHV´Ī)RXFDXOWī+HPXVW¿UVWUHPDLQZLWKLQ-XGJH
Hangenthorpe!s home as he recovers, and then is moved to Alek Williams!
home. There, he resides mostly within the inner room of the house. However,
Henry does not simply accept or succumb to his new role immediately, and
DWWHPSWVWRXWLOL]HWKHPRELOLW\RIWKHÀkQHXURQFHPRUHLQWKHVWRU\$IWHU
KHHVFDSHVIURPWKH:LOOLDPV¶KRXVH+HQU\URDPV:KLORPYLOOHMXVWDVKHKDG
RIWHQ SUHYLRXVO\ GRQH EXW ZLWK IDU GLɱHUHQW UHVXOWV +H FDQ QR ORQJHU SDVV
easily through the various districts of town, as is demonstrated by the horror
expressed by the inhabitants of each area. Henry!s earlier attempts to break
free of the constrictions of his race may be seen, in a way, to have led to this
later moment, in which Henry is no longer accepted by people of any race,
EODFNRUZKLWH,WLVDOPRVWDVLI+HQU\LVEHLQJ¿WWLQJO\SXQLVKHGIRUDWWHPSWĥ
LQJWRPRYHEH\RQGWKHFRQ¿QHVRIKLVUDFHVLQFHKHLVQRZZLWKKLVGHIRUPHG
face, somehow beyond race altogether. Later, the town!s violent disapproval
of Henry!s attempt at mobility is displayed when Henry "began to run, and a
ELJFURZGFKDVHGKLP¿ULQJURFNV´Ī&UDQHī(YHQWXDOO\+HQU\¶VZDONFXOĥ
PLQDWHVLQKLVEHLQJMDLOHGE\WKHSROLFH6RQRWRQO\LV+HQU\FRQ¿QHGWRGLIĥ
ferent homes in the latter part of the story, but he is also eventually physically
LQFDUFHUDWHGMXVWOLNHWKHSDQRSWLFSULVRQHU
Henry also becomes completely isolated from those around him, and is
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OHIWDOPRVWFRPSOHWHO\GHYRLGRIW\SLFDOKXPDQLQWHUDFWLRQ+HQU\LVFRQ¿QHG
in the same way as the panoptic prisoner Miller describes: within a sphere in
ZKLFK LW LV ³LPSRVVLEOH WR FRPPXQLFDWH ZLWK DQ\ DGMDFHQW FHOOV´ Ī0LOOHU ī
Henry is scarcely spoken to in the latter half of the novel, and his previous inĥ
teractions with Jimmie deteriorate considerably. Rather than talk with Henry,
Jimmie only uses him as an attraction and amusement to impress his friends,
UHDSLQJ³DOOWKHMR\VRIWKHRZQHUDQGH[KLELWRURIRQHRIWKHZRUOG¶VPDUYHOV´
Ī&UDQHī,QWHUHVWLQJO\+HQU\¶VIRUPHUHQMR\PHQWRIEHLQJVXUYH\HGE\RWKĥ
ers seems to have been reĥ
placed by Jimmie!s enĥ
MR\PHQW LQ VXUYH\LQJ
Henry with his friends.
Jimmie!s friendship with
and respect for Henry
has changed to "a weird
IDVFLQDWLRQ´ Īī HɱHFĥ
tively leaving Henry alone
and isolated once more.
The "sequestered and obĥ
VHUYHGVROLWXGH´Ī)RXFDXOW
īRIDSDQRSWLFSULVRQHU
applies perfectly to Henry
and is well captured in
one illustration, in which
Jimmie is depicted disĥ
Fig. 4. Henry!s solitude and inability to see those who view him,
playing and talking about
both characteristic of the panoptic prisoner, are here depicted
Henry, who sits alone at
through the distance between the boys and Henry and through the
a considerable distance
YHLOWKDWKLQGHUV+HQU\·VDELOLW\WRVHH1HZHOO3HWHU´,I<RX$LQ·W
$IUDLG*R'R,W7KHQµHarper!s Monthly Magazine 97.579
from the group of boys
ī$XJĬ
Ī)LJī+HQU\LVQRZWKH
SDQRSWLFSULVRQHUDQGDVVXFKLV³WKHREMHFWRILQIRUPDWLRQQHYHUDVXEMHFWLQ
FRPPXQLFDWLRQ´Ī)RXFDXOWī
Much of Henry!s isolation also seems to result from his inability to create
PHDQLQJ DQG GH¿QH KLPVHOI DQG KLV H[LVWHQFH +H KDV EHFRPH WKH SDQRSWLF
prisoner who, being sequestered and immobile, is no longer in control of himĥ
VHOIDQGKLVVLWXDWLRQ+HQU\LVQRORQJHUDEOHWRGH¿QHKLPVHOIDVDJHQWOHPDQ
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KLVGLV¿JXUHPHQWDQGWKH FRPPXQLW\KDYH QRZ GH¿QHG KLP DV D ³WKLQJ´ RU
a "monster.# Henry attempts to be the perfect gentleman once again when
he returns to the Farragut home, and acts in almost exactly the same way as
he had in the earlier chapters of the story. Henry politely bows and attempts
to exchange pleasantries with Belĥ
la, sounding much the same as he
GLG EHIRUH KLV JUHHWLQJ RI ³, MHV
drap in ter ax if yer well this eveĥ
QLQ¶ 0LVV )D¶JXW´ Īī HFKRHV KLV
speech, during his earlier visit, of
³JRRGĥHYHQLQ¶ 0LV¶ )D¶JXW JRRGĥ
evenin!. How is you dis evenin!?#
Īī+RZHYHU+HQU\LVQRORQJHU
successful in his endeavors to deĥ
¿QHKLPVHOIDVDJHQWOHPDQIRUKH
is described as "a monster making
a low and sweeping bow# and as
"the monster# who raises "a depĥ
UHFDWRU\ FODZ´ Īī $IWHU HQWHUĥ
ing the house, he is merely "the
monster … gabbling courteous inĥ
YLWDWLRQV´Īī$OWKRXJKKHDFWVLQ
completely the same way, the Farĥ
UDJXWV ÀHH IURP +HQU\ DQG %HOOD
WKURZVKHUVHOIXSRQWKHÀRRULQ³D
ODVWRXWEUHDNRIGHVSDLU´Īī7KH
Fig. 5. The look of horror on Mrs. Farragut!s face is
horror expressed by Mrs. Farragut
a clear representation of the changed response, by
DVVKHDWWHPSWVWRÀHHIURP+HQU\ the citizens of Whilomville, to Henry!s essentially
unchanged behavior. Newell, Peter. "Mrs. Farragut.#
is written upon her face in one ilĥ
Harper!s Monthly Magazineī$XJĬ
OXVWUDWLRQ E\ 1HZHOO Ī)LJ ī 3HUĥ

haps Newell recognized that there
really is no need to depict Henry in this scene because, besides his physical
appearance, nothing about him has changed. As Nagel points out, "he expects
WREHWUHDWHGDVDKXPDQEHLQJDQGKHEHKDYHVDVKHGLGEHIRUHWKH¿UH´Īī
,WLVRQO\WKHUHDFWLRQWRKLPWKDWLVGLɱHUHQW
,WLVWUXO\WKHSHUFHSWLRQVRIKLPKHOGE\RWKHUVWKDWVHHPWRGH¿QH+HQU\
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DQGKLVH[LVWHQFHLQWKHODWWHUSRUWLRQRIWKHVWRU\MXVWDVWKHSHUFHSWLRQVRI
RWKHUVLQHɱHFWGH¿QHDQ\SDQRSWLFSULVRQHU +HQU\ LV OLNH WKH SULVRQHU RI
WKHSDQRSWLFRQZKRLVFRPSOHWHO\FRQWUROOHGE\WKH³DOOĥVHHLQJRPQLSUHVHQW
RPQLVFLHQWERG\´Ī0LOOHUīZKLFKLQ+HQU\¶VFDVHFRQVLVWVRIWKHFLWL]HQVRI
:KLORPYLOOH+HQU\LVOHIWSRZHUOHVVFRPSOHWHO\GH¿QHGE\WKRVHDURXQGKLP
His attempts to change others! perceptions of him and to move beyond the
constrictions of race have utterly failed. He is no longer free even to decide
KLVIDWHLQWKHSHQXOWLPDWHFKDSWHURIWKHVWRU\¿YHPHQIURP:KLORPYLOOH
discuss what to do about Henry and how he should live out the remainder of
his life. One illustration depicts this scene, in which the caption of "#It!s about
ZKDW QRERG\ WDONV RIħPXFK¶ VDLG7ZHOYH´ UHPLQGV UHDGHUV LQ D VRPHZKDW
ironic way, that the topic of disĥ
cussion is in fact Henry Johnson,
who is, however, absent from the
picture as he is from the discussion
FRQFHUQLQJKLVRZQIXWXUHĪ)LJī
One man suggests that Henry be
sent to a "public institution,$ while
-RKQ 7ZHOYH RɱHUV WR JLYH +HQU\
KLV³OLWWOHQRĥJRRGIDUPXSEH\RQG
&ODUHQFH 0RXQWDLQ´ Ī&UDQH ī
Twelve seems to feel "that once
the monster is removed from sight
WKH PDWWHU ZLOO EH VHWWOHG´ Ī1Dĥ
JHO ī ZKLFK SHUIHFWO\ OLPQV WKH
irony of the fact that the populaĥ
tion of Whilomville has put Henry
under intense scrutiny and surveilĥ
)LJ,QWKLVGHSLFWLRQRIDPHHWLQJFRQFHUQLQJ
lance with their constant gaze and
Henry!s future, the white male citizens of the town
act as the guards of the panoptic prison and exert
discussion of him, but that they
their power over Henry, who is notably absent from
seem to desire nothing more than
the process of deciding his own fate. Newell, Peter.
to not have to physically see him.
´¶,W·V$ERXW:KDW1RERG\7DONV2IĨ0XFK·6DLG
Twelve." Harper!s Monthly Magazine 97.579
The citizens of Whilomville seek
ī$XJĬ
total control over Henry but wish
WRNHHSKLPVHSDUDWHIURPWKHPMXVWDVWKHRSHUDWRUVRIWKHSDQRSWLFUHJLPH
seek to control its prisoners from a safe distance. This also seems to mirror the
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fact that the white citizens of Whilomville wish to have control over the black
population of the town while keeping that population physically separate from
them, in another geographic area of the city.
The population of Whilomville has clearly taken on the role of the "unseen
seer# in the central guard tower of the panopticon. Henry is no longer free
to move in and out of the city!s gaze; he is now constantly surveyed by those
around him. Crane seems to emphasize the visual abilities of other characters
throughout the second half of the story through the emphasis on their eyes.
A prime example of this is in chapter 15, which shows the Williams family as
they house Henry in the inner room of their home. In the space of about a
page and a half, Crane uses
the word "eyes# six times
and includes numerous refĥ
erences to the visual gaze of
the Williams family, who,
like the panoptic overseer,
ZDWFKHVWKHFRQ¿QHGVSDFH
within which Henry resides
Ī&UDQH ĥī &UDQH GHĥ
scribes most of the activity
of this scene in terms of the
Williams! surveillance of
Henry: Alek!s "glance travĥ
elled swiftly to the inner
Fig. 7. This depiction, in many ways, bears quite a resemblance
door,# he is depicted "wavĥ
to a panoptic prison in which Henry is the prisoner and the
Williams family takes on the role of overseer: the prisoner is
ing his eyes toward the inĥ
FRQÀQHGZLWKLQWKHGDUNVSDFHRIWKHEHGURRPWKHJD]HRIWKH
ner door,# his wife follows
overseer is directed towards the prisoner, and the emphasis is
this "glance timorously,# and
placed upon the surveyors, who are placed in the foreground of
the illustration, and their ability to gaze on the prisoner. NewĦ
both "pointed their speech
ell, Peter. "The Door Swung Portentously Open.# Harper!s
and their looks at the inner
Monthly Magazine ī$XJĬ
GRRU´ Īĥī 7KH GHSLFĥ
tion of this scene in the Harper!s illustrations, as well, emphasizes the fact that
the sole activity of the Williams family is the surveillance of Henry through its
GHSLFWLRQRIDOORIWKHIDPLO\PHPEHUVVWDULQJDWWKHLQQHUGRRUĪ)LJī'LFĥ
tion used to describe visual ability is applied to nearly all of the characters who
interact in some way with Henry in the latter half of the story. In the case of
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6LP)DUUDJXWIRUH[DPSOHWKHPHUHVLJKWRI+HQU\PDNHV³KLVH\HVVWĬLĭFNRXW´
Ī&UDQHī&HUWDLQO\WKHRWKHUFKDUDFWHUVLQWKHVWRU\KDYHQRZEHFRPHWKH
operators of the panoptic prison in which Henry must reside.
The destruction of Henry!s face might be seen as the emblematic repreĥ
sentation of his new role as the panoptic prisoner, for his visual abilities are
greatly impaired, presumably, in both instances. As a panoptic prisoner, cerĥ
tainly, Henry!s ability to see is completely stripped from him; as in the panopĥ
ticon, there is a sudden and "brutal dissymmetry of visibility# between him and
WKHRWKHUFKDUDFWHUVLQWKHVWRU\ZKRFRQVWDQWO\VXUYH\KLPĪ0LOOHUī+HQU\
³LVVHHQEXWGRHVQRWVHH´Ī)RXFDXOWī%HVLGHVKLVEULHIHVFDSHLQWRWKHFLW\
+HQU\KDVQRDELOLW\WR¿[KLVJD]HRQDQ\WKLQJEXWZKDWLVSUHVHQWHGWRKLP
In the case of the Williams! home, for example, his sight is completely taken
IURPKLPZKHQKHLVORFNHGLQVLGHRIWKHLQQHUURRP8QOLNHKLV¿UVWYLVLWWR
WKH)DUUDJXWVZKHUH³+HQU\VDZLWDOO´Ī&UDQHīWKHUHLVQRPHQWLRQRI+HQĥ
ry!s sight in the second visit, during which the emphasis is placed on how the
Farraguts view Henry. Furthermore, Henry is no longer able to see those who
view him in the same way he did earlier, when he was aware of the comments
of those around him and actively viewed them as expressions of admiration.
In this case, it is simply unclear as to whether or not he sees the reactions of
those who view him.
Interestingly, it is also unclear to what degree Henry!s physical ability to
see has been impaired, though it seems that he does have at least some ability
WRVHHDIWHUKLVGLV¿JXUHPHQW7KLVVHHPVV\PEROLFDOO\DSSURSULDWHIRUZKLOH
he can still see physically, he attempts to break free of any constrictions and be
WKHÀkQHXURQFHDJDLQE\HVFDSLQJWRZDQGHUWKURXJK:KLORPYLOOH2EYLRXVO\
KHIDLOVIRUKLVGLV¿JXUHPHQWKDVFDXVHGKLPWRVKLIWLQWRWKHSODFHRISDQRSWLF
prisoner. During the latter portion of the story, Henry seems to transition into
KLVUROHDVSDQRSWLFSULVRQHU:ROIRUGFODLPVWKDWLQ&UDQH¶VVKRUW¿FWLRQ³IDWH
LVDNLQGRIVWUDLWMDFNHWWKDWWKHSURWDJRQLVWNQRZLQJO\RUXQNQRZLQJO\GRQV
6ORZO\WKHMDFNHWWLJKWHQVDQGWKHFKRLFHVEHFRPHIHZHUDQGIHZHU´Īī,Q
WKHFDVHRI+HQU\LWVHHPVWKDWLWLVPRUHVSHFL¿FDOO\WKHVXUYHLOODQFHRIWKH
SDQRSWLFRQUDWKHUWKDQIDWHWKDWWLJKWHQVOLNHDVWUDLWMDFNHWIRU+HQU\XQWLO
he is fully a prisoner. No more attempts to escape by Henry occur in the story
DIWHUKHLVMDLOHGDQGDIWHUEHLQJUHOHDVHGKLVSK\VLFDODELOLW\WRVHHLVVWULSSHG
from him even further when he dons a veil.
The culmination of Henry!s shift to the panoptic prisoner seems to occur in
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chapter twenty, when Jimmie and his friends encounter Henry. Henry appears
under the "full lighting and the eye of a supervisor# of the panoptic prisoner in
KLVFHOOĪ)RXFDXOWī+HLVVXUYH\HGE\-LPPLHDQGKLVIULHQGVDVKHLV³VHDWHG
RQDER[EHKLQGWKHVWDEOHEDVNLQJLQWKHUD\VRIWKHDIWHUQRRQVXQ´Ī&UDQH
ī)XUWKHUPRUHKLVDELOLW\WRVHHWKRVHZKRVXUYH\KLPLVSUHVXPDEO\JRQH
IRU³DKHDY\FUHSHYHLOZDVVZDWKHGDERXWLWVKHDG´Īī,QWKHLOOXVWUDWLRQKH
is not even facing the boys and makes no attempt to discern who is watching
KLPĪ)LJī7KRXJK+HQU\FDQQRWVHHZKRLVZDWFKLQJKLPKHVHHPVDZDUH
of being watched, for in Crane!s description, "at the sound the monster slowly
WXUQHGLWVKHDG´Īī2QHPLJKWDVVXPHWKDWOLNHWKHSDQRSWLFSULVRQHULWLV
this awareness of being constantly surveyed that stops Henry from attemptĥ
LQJWKHVWUROORIWKHÀkQHXUDQGUHVLJQVKLPWRVLPSO\VLWWLQJRQDER[EHKLQG
WKHVWDEOH+HQU\QRORQJHUDWWHPSWVWREUHDNIUHHRIWKHFRQ¿QHVRIKLVUDFH
DQGLVLQIDFWQRZVXEMHFWWRHYHQJUHDWHUFRQVWULFWLRQVDVDVRFLHWDOSDULDKWR
ZKLFKKHZLOOLQJO\VXEPLWV$V)RXFDXOWGHVFULEHV³+HZKRLVVXEMHFWHGWRD
¿HOGRIYLVLELOLW\DQGZKRNQRZVLWDVVXPHVUHVSRQVLELOLW\IRUWKHFRQVWUDLQWV
of power; he makes them play spontaneously upon himself … he becomes the
SULQFLSOHRIKLVRZQVXEMHFWLRQ´Īī7KLVVFHQHWKHQVKRZV+HQU\¶VXOWLPDWH
submission to the panoptic gaze and the "sense of disciplined surveillance#
WKDWFDXVHVKLPWRDFFHSWKLVUROHDVWKHSDQRSWLFSULVRQHUĪ)ULHGEHUJī
"The Monster# is the story of one man!s shifting visual abilities and all of
the associations that go along with that change. Henry Johnson essentially
loses all of the mobility, social interactions, and power he has in the early chapĥ
ters of Crane!s story. His loss can be seen more clearly in light of the theories of
ÀkQHULHDQGSDQRSWLFLVPDQGLQWHUPVRIUDFLDOERXQGDULHVGXULQJWKLVWLPHSHĥ
ULRG&UDQHFOHDUO\GHPRQVWUDWHV+HQU\¶VDWWHPSWDWÀkQHULHZKLFKLVÀDZHG
due to his eagerness to be watched and his conspicuous attempt to change the
ZD\RWKHUVYLHZKLPGHVSLWHKLVUDFHDQGKLVDWWHPSWVDWÀkQHULHWKHUHIRUH
ultimately must fail. Henry eventually becomes the prisoner of the very gaze
he revels in at the story!s beginning.
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